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Daniel Howard talks about "tricky narrators" who try to "mesmerize us,
others who "would 1imit our seeing,
i?.~cannot 1nd’their story in the” facts that comprise it.“?
to students is that they becom
Jl,wiig "have the fun or finding
;a: understanding." The metaphor is a fertile one.
fcat the act of reading itself, may b

kind of Sherlock Holmes techniguu, not, to be sure,.

ductive, systematic technique

¢ Smeh, g2 s e

what is involved in Holmes's correction of Watson's

. "On the contr'lry, Watsona you

too see everything and are n

‘new pe0ple and situations eve

from what people don't say._

3

1(2nd ad., Bostqn. Lit

In his introduction to his antholo

infer pcreonality from body movement,

kinds in a book rather than in the flesh,

J
they see nothing, to be taken in by transparent devices

of themSelVes as reasoning from what they
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Tradition, k

"'about

Howard's suggestion

e “all-seeing, detective-like observor\si" who

significance in B te of the participant's 1ack

that'Watson 50 much admired, but something like

g

Much modern fiction, in

"I cari see nothing" with

Tk
" and about “apparently dumb narrators who o

the strictly 1osical, de-;ﬁ

can see everything. You fail, however, to reason

ot at all timid in drawing inferences to size up

ry day.v They have the ability, tor example, tol

'.f from what you gee. You are too timid in draw1ng your ipferences.

- students fff‘,XVV

emotion from intonation, and intention

y

e
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e. said to call upon students to develop a 'A5;.L~’;l~f

But in a- classroom, meeting clues oj hese same fﬂ;,fﬁ,g7;;}1
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would be too sﬁart for. It is'my job as a teacher to move

.
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them to a consciousness

o

'ozeia_nex_ethat

livat'in real life they

-

-

,see,-to move them.from a literalistic,“ -
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iﬁ cliche-ridden, straight-seeing view of a fictional world to an active, curious,

v”l skeptical, insightrul one, to enable them, ih short, to become aware of t

”?;hthemse1Ves as Watsons who are capable of becoming Holmeses.

.

S f ilfl. The area 1n which I work is 1angmage, putting students in a pOSltiOn

‘to focus on and analyze word choice, rangement, rhythm and/length of thoughts,

_Ajuxtapositions, repetitions—-all those devices which create personae. Through
becoming sensitive to the speaker's voice, students have the Opportunity to.

"discover and apply concepts of tone and distance that enable them to reconstruct

- i,ai' ;the "selr" of the narrator from his 1anguage. The promising thing about

| -{this process is that it goes beyond the unmasking of Howard's "tricky“ and

“f‘v, ~"dumb“ narrators. It is a process that can equip my students to be. better'

‘,jreaders of all fiction, of all 1iterature. Even in works where there is no

. personaliaed narrator, a Holmesian reader is'distinctly better than a Watsonian

s

one.’ Every author is constantly clue-drOpping, every fictional work is an,ar-

4
S
B

’

tistic construct that heeds re-creating in the reader's 1magination' and in
v ,‘7 every work of literature the finding of significance is the nane of the game.

My way of begipning to move my studénts from being Watson,to a consciousness'

of themselves as Holmeses is to help them recogniae that they already know--’

- o

’uwithout knowing that they know--a great deal about detecting in ordinary life,

-:‘simply by being senders and receivers of 1anguage. ‘Therefore I start with the

~

-, sort of discourSe which may be counted upon to be famiIiar to everyone, the

d - ,,',,rﬁ *
; 7

.unpremeditated speaking voice of a man or woman: a Martha Mitchell, one of

'jStuds Terkel's laborers talking ln.a Chicago bar, or this one:

"Amherst is ruined by that university.' Only state 'in the - oy

" union that didn't vote for Nixon. - That’ was ‘a disgrace! ’ .
' "He ran .for vice-president that first time. They inves= S
‘ tigated him thoroughly and they found that he. was honest as R
"+~ the day is.long. Now leopards don't change their stripes! o N
- He's still honest!
S L . o fiThose people that have been trying to do him in ought
Wi oo to be drowned: or sent ‘to Siberia. I don't khow which T
e T yould do to vem, but one of those things. It's wicked. They
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< " take. the best man they!ve ever had and bother him the way

" ‘they do. _ .-
- "It slows: down the(gevernment, it's bad for the country.

It's bad for the world."

gery Snow of Lewiston, Massachusetts,
. ,

‘ "’jjmhe;voice 1s that of 74-year~old Hiss Mar
';'ember of a well-known and long-established local;family, being interviewed

:by a young male reporter on theroccasion of Lewiston's bicentennial celebra- ”

* tione. The short sentences, peppered with strorg opinion words ("ruined " "aig=

-

”3i¥fgraced," "best ‘man. they've ever. had") and’ the eanperated, no-nonsense tone

”ﬂffgprodect an image of superiority, but superiority Leavened with a sense of hu— 'f“

mor. The impression is that of a wo an vigorous, forthright, and lovably
'f“;""crusty. Her tone in the shutfle she
o IS -L.\’:*"

. f’sugge%ts that she is aware of her extremism, but also that she is, as an old e

.

V'phors ("Leopards don't change their stripes") and her sWeeping terms ("the

-

country," "the world," the all-purpOse "they," the undefined "it") suggest:

fimpatience with niggardly detail. In sum, all these characteristics (rhetori- g
“eal strategies, really) work to create a certain kind of persona, one which =

T omy students can quickly recognize and find correlatives for in their -own
Fig ] . . , .
worlds of experience. ,’

*:s‘S\“’ But there is a,difference between this same Miss Snow's speaking voice
and ‘her writing voice. ‘In an excerpt from her autobiography, which appeared
L]

in the same issue of ihé 1oca1 newspaper, she tells about having gOne to an |
_ . \ _
V

-

e

apartment house she rents out to students-_ B

L

H
J
A
[
1
I
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- I Went to apartment number 2 of the Halfway House looki -4 ",
'.'for Aflene. . - ,;ﬁ* ,,,
PR K nice boy let me in,  He was sleeping on: the couch in: p e
.~ living roofi,. ‘He sald ‘the girls had = let him sleep. thermn S
. as he had [hg§7 no transportation: back to Amherst » o o the/
LTt

. ~night1befq_{ I then ventured into ~ the next large room
e S :

erforms with Nixon's critics, Ior example,,;ffﬁf»iy

) 'ttﬁlady, entitleq to certain privileges. Her possibly humorous mixing of meta- j';*/{f-n”z




U1

'Brﬁtdn'g"'

e ‘had two wide mattresses on the floors A black boy was on

. ... . onesg:a ‘blond girl on the other., Raisins herselt up on her

7o elbow, ‘she ‘saidr - . - ' R
BV "Welre sleeping on separate mattressos. You ve-got noth- »

‘ "king on me." ’

7{@ . Well, I obsorved silently as I went on to the other room,

ﬁju‘ ‘.neither did she on herself. : ,

- In qne way, -of course, "the voice here is still that of Miss Snow, but she

is hardly the same Miss Snow ‘we heard popping otr about Nixon Agonistes.
"p.&;- T A o
Tha written language creates another self. Part of the dif!erence is the

reSult of tha writer's use of‘a consciously "appropriate" writing style, :fj-”5'v

¥ ;
hoticeable in the uncolloqiial verbs ("ventured“ and "observad"), the self- '

conscious parBicipial construction ("Raising herself up on her elhow"), and
] \

: the sonhisticated rhythm and timing of theclast sentence ("Well I observed

:silently, neither did she :f herself"). Also, as a writer, Miss Snow has

more carefully shaped her

rigorously excludes everything that does not contribute to’ it. As in the *

interviow about Nixon, here too she demonstrates her moral sueriority,but*
!

it is a superiority of a different kind, more con ciou » bett
what she considers evidence. Perhaps tyhe most inZ

xyi difference between Margery Snow's speaking and writing voicos is the change

I/”'

in the distance between herself and her audiences.r No longer is she Bpeak-vj.:f - ;

ing to a young male reporter whom she might endoy'shocking. The audienca cre-: ’

ated by her autobiograpphy is illimitable, inknown, angd | timeless. Insgtead of
presenting herself ag vinegary and eccentric! Miss Snow works hard to appear

wise and sel£~controlled, even sympathetic‘ When she calls'the"boy in»the

living room "nice" and then" details his apology, the effect is to create a, ‘

‘

reader who admiras and shares Hargery Hnow's oldvfsshioned values.‘ And to

place a black on one mattress and ahrude (and naked) blond girl on. the other fdﬂ

aterial to the end of making a. point, and she s

risupported by

eresting and most important“
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is to make a very special usé of the ad hominem rhetorical strategy' intér-

\racial relations are condemned through a condemnation of bad mannerse

After 1 have had my students create, through Holmesian observation, thse
two different personaes of Miss Snow, I take up the question of the extent to

’which it' is possible to detect truth or”reality here. Can either persona be

labeled as the real Miss Snow? Of course, as I lead the students to see by

asking them to, it is not possible. Both the speaking and the writing Miss
: L]

Snow unconsCiously manipulate their viewpoints and modulate theirvtones’to

1

suit thcir audiences and situations. Nor can we ‘be. any more certain of the -

reliability ("truth") of the data. Can we reallé\pgﬁieve, for example, that
Miss Snow walked out_of the bedroom when she found the girl and ‘boy together,

saying nothing? Are we supposed to? And did the girl really say what Miss

Sriow puts in her mouth: "Ye'lre sleeping on different’ mattresses, you've got

nothing on me"? To my ear that sounds less like: something that nameless blond

would say than an invention of Miss Snow's'to set up+-her silent retort: “Neither

A

has she . on herself.” But there is no outside "reality" on which to base a

K/l

judgment about what *really" happenq po'data with which eitheir to refute or

.to validzto YMiss Snow's version. I{ﬁ‘lixe my students to. see that, since this

r‘: L 4

"is the only intelligence involved in the discourse, the most. we can say of

L A
the Snow Version of things is that this is how someone perceives something

- that has happened., liss Snow is reporting not on an external world of

"facts" and events but on her own internal world.

Once my etudents have found that there can’ be no data from which to

»

‘judge the "real self," no "reality" indeed to talk about, they : are ready to
‘move into ‘the much more complex rhetorical situation which complicates the -

. interpretation of first-~person fiction. I again use Miss Snow, this time as

~ i . . o
R . v y M L




©a bridge, by describing what we have been dealing with so far as a rhetorical ,‘

';:? situation that can be seen in termB of a triangle. one point of which is Miss

A S

- Snow the speaker or writer, another. her audience, and the third, her . subject

. or meaning—-the significance of what she sayse. What, I ask, would be the dif-‘

o _Ierence in the way we read Miss Snow's language if we knew that ‘an author named :“;

"7}'Norman Mailer ar. Saul Bellow had invented her? To shift ‘the question' what

differences exist in our perceptions when we ‘read the dialogue or narratiVe of/
“a. Moll Flanders, a Holly Bloom, an Eliza Gant? -In ong sense, my students dis—.‘
‘cover that what they found about Hargery Snow is still valid' that from' her
f_language vie. can construct the "self" (and only that self) she is presenting at
lithevmoment. But the voice of Moll or Mélly or Eliza is not an unmediated one,

- it has =an intelligence behind it, a creator. And whereas with a real Margery"

/ Snow,.who has selected her'own diction, arrangementi’and details to create a

,f»rself for an audience, we can never be sure to what extent the characteristics we .

J”discover are there, and whereas a real Margery Snow's intention or°motive may

_ be complex beyond analysis, here We haye an author controlling what his char— 1
acter reVeals about herself. Instead of the simple rhetorical triangle made

v up of speaker, audience, and subject, thb rhetorical situation needs two tri—
'angles to describe it'”an outer triangle embracing an’ inner one. The inner one

_we see is ‘the Miss Snow triangle greatly simplified' narrator,‘audience, and eub: .
ject. Tho outer triangle is similar, At ona point,‘creating his own reality,
__his own world, is the author (or, as Vlayne Booth calls him, the “implied author"s)a,;
—-the author ve meet through his language in this particular work (for, like ) |

; Margery Snow, or any of us, he has many selves). Another point of the tri~‘

angle is the implied. euthor's audience, his readar, one who can gee him ,;,s].':'

‘ 3The Rhetoric of Fiction (Chicago. UniVersity of Ghicago Press~ 1961),
'g;jpp. 7L~76 and passim. o )
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_-gesticulating and pointing over his chara.c:tersl heads. 0 course the author's:'

'audience, in first-person narration, ranges from being very close to being

_very far from the audience created by the narrator in the inner_triangle. . The

third point on the outer triangle is the author's subject, what his story is
“about,“ a meaning quite different from the naive na}rator 8 point and meaning.

It./is in spelling out the interaction between these ‘two triangles that fic--

) tional detection»ﬁits pay dirt, and 1f I have worked carefully, my students

- have the critical vocabulary, the critical attitude, and the knowledge of how

b_languase creates a mind moving through its own reality, to Dbe able to deal

: withethis interaction. Indeed, they are able to deal with the persona, tone, '

Lt

and attitude of any'of Daniél Howard's “tricky W "1imited," and "apparently

- dunmb" narrators.

'story of a Panic"-

T

Here, for instance, is a volce from the opening of £, 4. Forster's "The
A
Eustace's career—~if career it can be called=~certainly --
' dates trom that afternoon in the chiestnut woods above Ravello.
1 confess at once that T am a plain, simple man with no-pre~
_ tensions to literary sty}e. Still, I do flatter myself that I
can tell a story without exaggerating, and I h& therefore de-=
cided to glve an unbiased account of the ext aordinary events
‘of eight. years ago. . o s

The voice is that of a middle~aged Dnglishman, ¥re. Tytler, one of a group

of English people staying at an Italian hotel,‘who tells of a picnic in the
course of which a sluggish, underdeveloped boy of. fourteen or fifteen, Bustace,
is completely transformed by a strange vwind that sweeps the woods,. Working'
with ¥re Tytler's voice in much the same way they analyzed - Margery Snow's,
wy students find that whereas they could only speculate, in dealing with Miss
Snow's narrative, on the degree of her humor, asperity, and 80 forth, in -

rorater's story they can. be sure that the qualification in the first Sentence

("if career it can be call@d"), the fussiness of. "Still, I.do {latter myself
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'Q?that I can tell a story without exaggerating," the self-satisfaction of

’”fi"I am a plain, simple man;" and the possible seifbdeception of "I haye ;f:[ffﬁif’

-therefore decided to give a unbiased account" have all been put there in-

: ,tentionally. These uses of 1anguage are intended to reveal the speaker's per-
’sona, meaning that it is not thaj we max read his characteristics this way,
‘3'fbut~as good Holmesian,readers we are obligdd to.\ I also make sure my students

'Tnote ‘the clues pointing to Tytler's fictional audience-'a public that know who

'[‘Eustace is hecause they haye followed his : eer." The matter of tone I take

u”'iup by askins my stndents to dchoVery from Tytler's language, whether he’ addresses '1;;f h

“thhiszaudience ag a friend from Eustace's past, as a gossip, as a disinterested ;kﬁzijf'

:Vvhistorian, or as something else.' Is his implied Value system at alI like Hargery _h

‘i Snow's? Does he, like her, "create" an«audience who unquestioningly value the
old~£ashioned virtues? Is his tone- in fact something 1ike this' "You know and fs;‘
1 know, dear reader, that this young man is enjoying a ratﬁer shocking popular-

,ity, but when‘I tell you how it all started eight years ago, you will See how

"right I was to try to save him"? Perhaps my stﬁdents will imagine Eustace as

*

lylvthe Edwardian age's equiValent of today's rock star, his magnetism as. complete . {
ylg.a mystery to Tytlerts generation as that o: the rock star is to the parents of y"
h‘{nrtoday's teen—agers. To exanine the third point on the inner triangle, the ;'

| ’euhject or meaning ot Tytler's atory, x ask&my students to examine what he o
“'chooses to tell, what attitudes he expresses and implies, what his '"message"

seems to be. : Finally, ‘to tie up these three points--to see, in short, how. .

: Tytler's persona, tone, and attitude work together in his rhetoric~-is ta:p

' lay bare Tytler's stuffy, wrong-headed, and finally banel character in such
rﬂ:& way'that my students vill eaaily find correlatiVea for him in their own ex-‘

.,perience, dust ae they did for the voice of Miss Margeny Snow.
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Tytleris judgments in the story are, to the astute reader, a11 suspeci.
His shockingly insensitive opinion of poor Italians-="It is no good speaking
delicately of that class" --ny students find as tranSparent as' Margery Snow's
attitudes toward Amherst studentn and CQngre881ona1 critmcs-of,Richara Nixond
And the narrator's prejudiced attitude toward the Italian boy Gennano, which
1eads,ifinally, to Gennaro's death and Eustace's bolt for freedem, my stu-
dents easily;detect in "Gennaro was a étop-gap waiters.a clumsy; impentinent
fisher-lad, who had been had up from Minpri in the absence of the nice English-';
Speaking Emmanuele.“ (Can they miss the implication that it was his English-
: Speaking“that nade Emmanuele "nice?) And tne fact that Tytler_COmpletely
unisunderstands the eignificance of Eustace'e conversion experience, they see
,:reveaiea in Tytler's remark on seeing Eustace sbriding‘"manfully" along after
Boing affected by the strange wind: "I ebserved with satisfaction to Miss,Mary
Robingon that Eustace was at iast taking some n;ide in his pensonal appearance,"
From these clues stude:.ts discover that Tytler lacks moral and spiritual in=
sight, and that his self-satisfaction keeps him from imagining aspects of life
‘he does not already know, |

But'why choose Tytler as narratbr at all? What qualitiege does he nave that
Forster needed? In one way, of course, he is a good narrator because he is
"both unomobional and a stickler for detail (the Yproper! name for thl.s valley,
he tells us, is Vallone Fontana Caroso), so that, when he reports what happens
ed at the time of the supernatural incident and later during the confusion at
the hotel, we can be sure that he is reliably telling us what went on, even if

. being " ed .

he is unaware of the significance, More importantly, throu@h/questioning vihy

Tytler is the narrator, students have a qhance to discover the theme of the stor&.

Y1t is, they‘find, preciaely'Tytler's narrow attitude toward life--rationalistic,

- w "~
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unimaginative, conventional--that Forster thinks makes English boys like -

Eustace "pale," "under-developed " and (in Tytler's biased language) "indescri-

‘ bably repellent " ualities shared, to some extent. by all the English touristsyv L

-

e

: rationalsforces.‘ The contrast, ‘then, 1is between what the English end Ttalian
cultures represent, and, it is the non-rational rorces that have saved Eustace
frqm srowing upvlike the rest af his countrymen ‘and that presumably aciount

‘ Ior his latér "career," mysteriously alluded to in the Opening paragrap and

C in one other short passage. Forster thus conveys his meanins, even thoush it

o ¢
is Tytler that tells ever'.Word in thesstory, he conveys it, that is, when the

A

reader plays his part as detective.
\

I have detailed at some length my rhetorical approach to this 1itt1e~known -

N ]

story by ESJ M. Forster because the story is not so transparent that every read—
er-=oven- every experienced reader~-can handle without help what Daniel howard X
| calls the trickiness of this kind of narration, yet it is. an easy one to work

. with and yields richly., ,; . B i S \ .

N

But Forster's stony is only one of many pieces of literature, that can be

’

used ror the same‘purposes. One umight begin instead with a short narrative
) L]

.6r dramatic poem, such ag. Browning's "My Last Duchess"eor "Soliloquy in a Span=

Lt

? ish cloister" and proceed to any of the frequently anthologized short stories
‘ which haVe fallible first-person na“rators' "Why I Live at the l.O." hy
.Eudora Welty, Helville's "Bartleby £he Scrivener"' OOnrad's "The Shcret Sharer"
"Ypouth"‘ Malamud' "Black Is My FaVorite Golor"' Sherwood Anderson's "Death

in‘the Woods," "I Want to Know Why," or "The Egg"' "Sonny's Blues" by James

Baldwin, Camus's "The Fall"- and--perhaps the prime example——Ring Lardner's '

éltalians, on the other hand, are portrayed as open, Iree, subject to non-~ )
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"Haircut." . o - : 4
1£ is.also possible to useithis technique to go beyond the fallible first-

: person narrator to third-person fictiondin which the narrator-is not obvious-
ﬁly a presenqn. Here I as k from whose peispective or in whose language the
story is told; I invite my students to locate the focus of sensibility,. the re=
.flecting mind. if the narrator's voice 1is a thgh one like Hemingway's, what
effect does that toughness have on the meaning? If the narrator's volce talks
-with the vocabulary of one ot the charactors, as it does in Joyce's "Clay,"
4qes'that limited vocabulary limit his Beeing? Ad, of all dialogue, i ask
whanw the variou: voices are revealing about themselves that they dontt know
they are revealing. , I insist that my students tést out Mark Harris's statement:,
"y allow my reader to eavesdrop on my people, and sometimos they will tell the
truth‘and agmotinea they will lie, and you must detormine for yourself when
they are dping';nich.“u . |

éensitivity to voice, audience, and ‘menning; finq;ly, extends to‘ail
liferqxure. No voice is neutral‘ no author speaks to all audiences. And .
no meaning worth grasping is oVer handed out of the page to the rdader as l
.a gift. But to students equipped with deerstalker's cap and magnifying

glagg, it is there to be discovered. .

a L

Stella P. Bruton
West Chester State College
West Chester, Penngylvania
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hJ?u » Does It Not," in The Living Novel: A Symposium, ed. Granville

Hicks (New York, 1957), p. 117, quoted in Booth, pe« 8.
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